the sacred "Text" of black culture and uncovering an epic battle that stretches back to ancient Egypt. Finally, Morrison's Milkman initially sets out after his Aunt Pilate's "inheritance," only to discover that it is not gold that is at stake, but an oral cultural document of familial and communal history.
Despite broad narrative and thematic similarities -and a host of smaller-scale convergences-Morrison's work diverges significantly from the two other texts I have identified. While Reed in Mumbo Jumbo pushes Pynchon's paranoid and conspiratorial logic to the extreme, at once universalizing and shattering it, Morrison takes a different tack. She backgrounds conspiracy in order to explore a related, but significantly different, narrative logic, that of traumatic memory. While critics have in particular read Morrison's Beloved as a literary enactment of trauma, Song of Solomon also offers an opportunity to engage with contemporary legacies of traumatic memory.3
Exploring the intersections among these texts takes on particular significance because narratives of conspiracy and trauma have emerged in recent decades as two of the most powerful logics through which the subjects of postmodern U.S. culture register and reflect on history. The two narrative logics are often linked, both in "real life" and in popular culture. In two well-known examples, the trauma of Kennedy/s assassination has given birth to rampant paranoid speculation, and Mulder's conspiratorial thinking on The X Files has supposedly been spurred by the traumatic abduction of his sister. Nevertheless, paranoid and traumatic narratives provide two distinct ways of thinking about the impact of the past on the present; they constitute autonomous forms of vernacular knowledge. While both logics attempt to locate the sources of power and violence in social life, they tend to establish relationships between past and present, victims and victimizers, and necessity and chance that are different from each other. Conspiracy theory collapses the past into the present, clearly identifies the opposing protagonists of its story, and purges historical occurrence of chance. Traumatic logic, on the other hand, destabilizes the binary relationships that anchor paranoid narratives, but, like conspiracy theory, also seeks an origin or event that would account for the suffering of the present. Thus, tracking the deployment of conspiracy and trauma in literary works constitutes an opportunity to think about the status of history in contemporary American life.
Focusing on discourses of conspiracy and trauma, my reading of Song of Solomon activates intertextual, "signifyin(g)" chains connecting Morrison to Reed and Pynchon, and to Walter Benjamin's "Theses on the Philosophy of History."4 The novel's dense textuality helps make possible the book's engagement with history and memory, but it also renders the presence of the past tenuous and vulnerable. In the words of Patrick O'Donnell and Robert Con Davis, "intertextuality is the simultaneous repression and remembering of the past" ("Introduction" xiv), since it at once activates linkages to earlier texts and strips those texts of their historical particularity. The simultaneous presence and absence of the past in intertextuality is, in turn, reminiscent of traumatic scenarios in which, as Cathy Caruth has put it, "a history can be grasped only in the very inaccessibility of its occurrence" (8). In some intertextual moments, the past flickers forth, as in traumatic flashbacks. But such flashbacks are also always moments of risk, as traumatized memory threatens to override or displace historical occurrence. Following Song of Solomon's intertextual web prompts recognition of how the novel processes the legacy of the past by textualizing the trauma of slavery. What the novel calls "posthumous communication" can serve as a site for rethinking the relationship among written texts, between written and oral memory, and between historical occur-rences and literary invention.
Posthumous communication in
Morrison's novel entails a confrontation with traumatic legacies, but it also provokes a critical reconsideration of the stakes of the memorialization of history. Finally, interrogating the "post" in posthumous reopens a discussion of the periodization of postmodernism. In particular, such an interrogation suggests that diagnoses of the waning of historical consciousness in contemporary culture may have missed the locations where it has continued to flourish-in depictions of the aftermath of traumatic events.
You've Got Mail et's return to Morrison's insurance agent, poised on top of Mercy Hospital, for it is in Song of Solomon's opening scenes that Morrison establishes a signifying relationship to Pynchon and Reed and initiates a revisionary reflection on historical discourse. Assessing the audience that has gathered to watch Mr. Smith's promised flight, the narrator comments: "Only the unemployed, the selfemployed, and the very young were available-deliberately available because they'd heard about it, or accidentally available because they happened to be walking at the exact moment in the shore end of Not Doctor Street, a name the post office did not recognize" (4). The narrative then provides a mini-genealogy of street names that weaves together references to the northerly migration of African Americans in the early part of the century, to World War I, and to the tense, if comic, interaction of power and vernacular knowledge. As we follow the translation of Mains Avenue into Doctor Street and finally into Not Doctor Street, we receive not only a history lesson and a synecdochal version of the narrative as a whole, but also a subtle re-circulation of a dominant motif of postmodern American fiction. In order to grasp how narrative rhythms reproduce historical and social ones, the remainder of this passage is worth quoting at length:
Town maps registered the street as Mains Avenue, but the only colored doctor in the city had lived and died on that street, and when he moved there in 1896 his patients took to calling the street, which none of them lived on or near, Doctor Street. Later, when other Negroes moved there, and when the postal service became a popular means of transferring messages among them, envelopes from Louisiana, Virginia, Alabama, and Georgia began to arrive addressed to people at house numbers on Doctor Street. The post office workers returned these envelopes or passed them on to the Dead Letter Office. Then in 1918, when colored men were being drafted, a few gave their address at the recruitment office as Doctor Street. In that way, the name acquired a quasi-official status. Some of the city legislators, whose concern for appropriate names and the maintenance of the city's landmarks was the principal part of their political life, saw to it that "Doctor Street" was never used in any Central to the passage is the narrative's self-reflexive foregrounding of modes of communication, its similarity to the "word-of-mouth news" that, like the story's opening, "just lumbered along" (3). Following the path of the vernacular, the narrative digresses into a rumination on the intersection of community and communication, and introduces the theme of the productivity of naming that occupies so much of the novel.5 Communication by marginalized groups, the narrative suggests, involves contingency and collective agency as well as recognition and misrecognition. The novel's own strategies of intertextual reference turn out to mime the act of creative renaming chronicled in this passage by the narrator, as the novel also shares the vernacular's complex and ambivalent relationship to authority. The latter writers structure their narratives through a binary logic of conflict between forces rendered as fundamentally exterior to each other, although Lot 49 also raises the even more paranoid possibility that there is no exterior at all.
Going Postal
In Song of Solomon, however, the systems of communication and address are subject to negotiation. As street names as well as personal names mutate, lines of force are established and displaced, but the geography of these negotiations remains a shared, if also divided, space. In Morrison's tale, the postal service is not the ominous object of conspiratorial fantasies, but "a popular means of transferring messages" and a source of connection for mobile and geographically dispersed African American communities.
Although the passage at first seems to suggest that postal literacy stands in opposition to the "word-of-mouth" of the vernacular, it ultimately reveals that official, literate culture can be vernacularized by being brought into relation with its oral other. Letters addressed to Doctor Street might end up in the "Dead Letter Office," but they also might reach their destination, as the vernacular street name takes on "quasi-official status." The notion of the "quasi-official" suggests a negotiated public space that seems to have no place in the binary or monological visions of Reed and Pynchon.
Yet, insofar as the struggles for hegemony described on and over 8; In aligning Morrison with a Benjaminian "weak Messianic power," I am importing a discourse which, in complicated ways, is simultaneously Jewish and Marxist into a text which, in complicated ways, is neither. While I believe such a move is authorized by the novel's culturally hybrid intertextuality, I also follow Derrida in thinking of the messianic as "a structure of experience rather than a religion" (168). Both utopian and messianic discourses are oriented toward a qualitatively different future; however, they bear different relationships to the present and past. Unlike the utopian, which literally has "no place," and thus no place for present or past in its articulations, Benjamin's concept of the messianic is grounded in a present that is more than a transition between past and future. The possibility of a future is predicated on a constellation between past and present that breaks apart the confinuity of chronological progression. It is this messianic temporal structure of experience that 
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